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. These groups are a small but growing movement among lay people and priests to reconnect to aspects of traditional Buddhist practices such as sewing one's own robe and practicing meditation.
The set of three robes described in vinaya (monastic regulation) literature refers to rectangular, pieced cloths designed to wrap around the body in much the same way as the sari that is currently worn in India, and is referred to as kesa Mgik in Japanese. When Buddhism spread to colder climates such as China and Japan, accommodations for cultural and climactic differences were made in the Indian clerical dress. Chinese monks wore Chinese style robes underneath the rectangular Indian-style garments, which were subsequently introduced to Japan as Buddhist clothing. The layered syncretism of these religious garments (Indian, Chinese, and Japanese) encourages the view held by many in contemporary Japan that the Buddhist robe is a symbolic remnant from the ancient India of 5akyamuni Buddha's time, a kind of Buddhist decorative cloth.2 As a step toward developing English terminology for these garments in this paper I refer to the rectangular garment as "Buddha's robe" or simply "the robe," as a translation for the Japanese word, kesa. Although sewing the Buddhist robe is an ancient practice described in early vinaya and sutta (scriptural) sources, these sewing groups are creating new traditions that address contemporary Japanese religious and social concerns. The fukudenkai allow mixed groups of lay and ordained as well as male and female believers to participate in sewing Buddhist robes together, a practice that almost certainly was unheard of in premodern 2. For a discussion of the Japanese kesa as a symbolic garment see FAURE 1995; for art historical treatments of the kesa see TILL and SWART 1997, and KENNEDY 1993. private study books on the Fukuden taisui, which suggests that although the text was readily available and lectured on during this period people could not easily understand the text without annotation.
The Fukuden taisui is a short, dense work, studded with citations.8 Soko explains that when he was ordained as a child, he noticed the difference between the robe he had received in ordination, and the robes depicted in ancient statues. His search for the answer to these questions led him to Nagoya where he joined the group of monks engaged in studying the Shobogenzo. It was among these monks that Soko first learned that Dogen's teaching was intimately connected with the Buddhist robe. The Fukuden taisui is a product of his studies with his fellow students, including Mokushitsu Ryoy6, but it also relies heavily on the research on the Buddhist robe conducted by most other sects during the Tokugawa period.9 The Fukuden taisui discusses names for the robe, its origin as the Buddha's teaching, the materials to be used in making the robe, the colors for dying, and details of construction such as the dimensions, the number of panels, the ties, and how the robe is to be sewn. It also includes instructions for putting on the robe and preserving it as well as illustrations. The Fukuden taisui continued to influence later generations of people interested in the Buddhist robe. Sawaki Kodo learned about the work from his teacher, Oka Sotan f,, Both of these texts sought to inform and correct lapses in the understanding of the Buddhist robe by referring to Dogen's Kesa kudoku and Den'e fascicles. These fascicles promote faith in the religious significance of the robe rather than strictly defining its form. Dogen often uses the device of delivering precise instructions followed by a proviso that the true robe is without set boundaries and is not limited to a particular form. For example, in the section on rag robes (funzoe A ), Dogen lists the kinds of fabric that the vinaya traditionally defined as appropriate for making rag robes, but he ends by saying that any kind of cloth, even new cloth is suitable (DZZ 1: 629). In another section he claims that since the robe is not limited or defined by its size, there is no contradiction in the teaching that S~kyamuni Buddha passed on his own robe to be held in trust for the future Buddha, Maitreya, whose physical size was believed to be much bigger than akyamuni (DZZ 1: 636-637). So although Dogen gives some practical instructions about the robe in these two fascicles, he does not explicitly define the manner of construction nor the dimensions of the garment. It is quite likely that he expected his followers to rely on the instructions in the Chinese translation of the Dharmagupta vinaya, the Ssu fen lii yi (Jpn: Shibunritsu) and the commentaries on this vinaya by the seventh-century Chinese vinaya master, Daoxuan iM~ (Jpn: DOsen, 596-667) that had been transmitted to Japan by Chien-chen ,A (Jpn: Ganjin, 688-763) in the eighth century. Dogen focused on issues concerning the monastic regulations only on those points in which he disagreed with Daoxuan's interpretation, such as the time limit for making robes, or whether silk is appropriate fabric for robes (KAwAGUCHI 1976 religious question that had to be researched carefully in the face of various external pressures. The bakufu government insisted that Buddhist organizations standardize clerical dress. At the same time the bakufu had established a congegrational system (danka seido M$IM)I~t), which included elaborate funeral ceremonies and demanded that the robes worn by the priests on these occasions be properly formal and of expensive and bright designs, following to some degree, the newly imported style of Chinese Obaku Zen robes, which were quite gaudy (KAwAGUCHI 1984, p. 145). Mokushitsu and Soko's approach in using monastic regulations and other sources to supplement the Shobagenzo, therefore, was not simply to return to Dogen's idea of the robe, but to establish a form of the robe that was as close as possible to the teaching of the Buddha. By joining the Kesa kudoku and Den'e fascicles with instructions about the robe from the vinaya they could maintain fidelity with Dogen's teaching about the robe as an expression of the Buddha's wisdom, while at the same time establishing guidelines for the physical robe. This notion that by restoring the physical form of the Buddhist robe one would in turn restore the authenticity of the Buddha's teaching and that this authentic robe could provide a focal point for transcending sectarian differences was the prime motivation for the third major author who shaped Sawaki's vision of the Buddhist robe: Jiun Onko Th$ % (1718-1804).
One of the characteristics of Sawaki's teaching about the robe is his intense personal commitment to his search for the authentic Buddhist robe. As the following biographical section discusses, Sawaki had developed early in life a physical impression of what such a robe would look like. His efforts to match reality with this ideal mental picture of the robe led him to study Jiun Onko's texts about the robe, unlike his contemporaries whose main interest was in understanding Soto Zen texts about the robe.
Although a cleric of the Shingon Rissht ,-/'v school that emphasized monastic regulations, Jiun Onko's interests were not limited to that sect.14 At the age of nineteen Jiun left his post as abbot of Horakuji to study meditation for two years with Hosen Daibai GKOJY (1682-1757), a Soto Zen teacher. Even after returning to his duties, Jiun continued throughout his life to have a high regard for the Soto style of meditation and often recommended it to his lay disciples. In 1749 Jiun decided that it was essential to revive the true teaching and practice of the Buddhist way, a movement which he called the Shoboritsu (True This event occurred when Sawaki was attending a wake for a friend's father who had been a Shingon priest at Kichidenji 'MRF@. At the wake he saw two nuns wearing Buddhist robes. The robes of these Shingon nuns so resembled those of his old teacher that Sawaki felt a great shock of recognition. In spite of the gravity of the situation, he could not help asking the two nuns about their robes. When the nuns explained that they were the fourth generation of Jiun's line and that they had made these robes themselves, Sawaki resolved to learn all he could from them. The nuns were interested in Dogen's teachings and invited Sawaki to lecture at their retreat temple. Sawaki lectured on the Gakudo yojinsha PBflLA [Summary of essential attitudes in studying the Way] fascicle of the Shobogenzo and the Zuimonki FMUE, a record of Dogen's talks about Zen practice traditionally attributed to Koun Ejo A~~R (1198-1280), Dogen's close disciple. It was the first time that Sawaki had delivered a lecture series even to such a small group. After some time, one of the nuns brought a copy of Jiun's collection of songs of praise about the Buddhist robe, the Hobuku kasan gi, and asked him to lecture on this text. Thinking that he could simply read the text and lecture on it, Sawaki brought it home and tried to read it. But the text was nearly incomprehensible to him, so Sawaki began to search through Jiun's works for guidance. It was at this point that Sawaki discovered the extent of his ignorance about the robe and began his studies in earnest. He realized that these nuns, although they had not studied the texts, understood the Buddhist robe very well and he absorbed as much of their practical knowledge as he could. , who edited Sawaki's collected works, established a fukudenkai at Kannon-in in Tokyo, which is now led by Kuruma Shogyo. This group meets one Saturday afternoon a month for meditation, a talk by the head priest, and a two-hour sewing period. Once a year in November there is a formal ceremony of receiving the robes (jue-saho) in which participants receive sixteen precepts (jukai) and the robes they have made during the year.
The spread of robe sewing to the West has been primarily through disciples of Sawaki Kodo. Kasai Joshin taught a number of disciples, including Mizuno Yaoko 7A*+'f (1921-), who established a sewing group in Tokyo in 1964.23 Joshin also taught robe sewing at San Francisco Zen Center during the 1970S and 198os. Her instructions for making robes were recorded under her direction by students at the Zen Center. The abbot, Richard Baker, insisted on the practice of making one's own robe before receiving the precepts and the practice continues to this day at this Zen center, as well as in other North American Zen centers founded by its alumni. European Zen centers have also been active in making their own robes, due in part to the fact that Reverend Deshimaru, who is described by his disciples as having received transmission from Sawaki Kodo, encouraged his students to sew their own robes at the Zen meditation groups he founded in France. Kyama has made a number of trips to Germany and France to teach groups there so Sawaki Kodo's instructions for making Buddhist robes have therefore spread among us and European Buddhist groups.24 Although these Western groups are doing the practice, their awareness of the history of the origin of these robes and how they differ from guidelines of the Soto headquarters about clerical dress is low. With this historical background for the development offukudenkai I will next describe the kinds of robes that are made. not consistent. This is especially apparent in the five-panel rakusu in which the center panel and two flanking panels nearly obscure the fourth and fifth panels. The metaphor of flowing water does not apply to the design of these robes. In addition, the Soto organization requires that the left strap of the rakusu be outfitted with a large plastic or wooden ring. A large ring used to fasten the robe around the body is a common feature of kesa depicted in statues and portraits during the Kamakura period, but the use of the ring in the rakusu is not functional, and varied from teacher to teacher throughout the Meiji period (KAWAGUCHI 2001, pp. 233-38). By insisting that this ring be affixed to the rakusu the Soto organization has ensured that the garment can be easily recognizable even from a distance as a robe that conforms to the form prescribed by the Soto organization. Interestingly, the illustrations accompanying the articles on kesa and rakusu in the Zengaku daijiten, the authoritative encyclopedia published with the approval of the Soto organization, depict a typical fukudenkai style of construction without the ring in the rakusu and with evenly sized panels whose seams are sewn overlapping from the top down and from the center outward in the wet rice paddy pattern (Zengaku daijiten 1985, 268d and 1259a) .
The last of the five types of robes is the rag robe.26 It is considered by many participants to be the highest level of robe sewing achievement and is usually undertaken only after one has made a number of robes. Contemporary fukudenkai groups draw on a rich textual tradition in Buddhism about the religious significance of such rag robes. Making and wearing the rag robe is associated with Mahakadyapa, the ascetic and spiritual heir of the Buddha, and appears in the early Buddhist sources as an ascetic practice.27 The robes themselves were thought to concentrate the spiritual power of the practitioner. The practice of making such robes by gathering pieces of cloth that had been discarded by lay people at gravesites or along the roadside is described in the monastic regulations.28 The lists of fabric suitable for such robes usually refer not to the kind of material, but rather to what has happened to the cloth, such as having been gnawed by mice or cattle, or used for menses or wrapping dead bodies. Although these descriptions suggest that the impurity of the cloth arises from the uses to which it has been put, in fact the term impure refers rather to whether or not one is in conformity with monastic regulation. Thus, in a sense, all fabric is impure until it has been made into a robe according to the regulations. The final purification of any robe takes place when the teacher marks the robe with an inkstain, usually on the back of the garment, called the tenjo. This mark, by "soiling" the cloth, indicates that the robe is now Buddha's robe and is not a personal possession. Buddha has used it and stained it, so it is now pure. These layered definitions of purity and impurity in robes reach an even greater complexity in the rag robe. Contemporary fukudenkai teachers focus first on the selection of suitable fabrics, usually fabric obtained by raiding grandmother's stock of old kimono and second on the merit acquired by undertaking 26. The termfunzde AfWA is simply a transliteration of the Sanskrit term for rag robe, pamnukala. Since the Chinese characters used to transliterate the term, however, translate literally as, "excrementwiping cloth robe" it has been misunderstood to be a robe made of cloth used for cleaning filth. research. As I explain below, the rather complex relationships of insider/outsider roles in these groups can be used to good effect in gathering information and understanding the ethos offukudenkai.
Formal lectures, informal interviews with participants and teachers, overheard conversations, and general talk around the tea table are the sources for this report. Some conversations were private but most took place semi-publicly as people sewed. They look down as they sew, and with little eye contact the situation is relaxed and not confrontational. There is no prohibition against conversation during the sewing hours. Control of the linguistic floor is loose and any conversation invites comment. Usually only senior people or the teacher will actually address the speaker over a distance, while others might comment to their neighbor. This openness provided many informal opportunities for the teacher to guide people, and often everyone in the room became involved in the conversation.
The following section discusses aspects of the daily life of the fukudenkai, including the daily schedule and the teaching structure; the types of participants and their motivation; issues about Buddhist beliefs and practices, such as merit making and taking the precepts; the education of taste; and finally, hand sewing robes versus commercial production. The categories come directly from these conversations and would be recognized by the participants themselves as aspects offukudenkai. Because the majority of my fieldwork to date has been at one site, this article is primarily a case study of that group with supplementary and comparative data from research at other sites that share many beliefs and practices. The similarity is due in part to the fact that almost all the groups grew out of the teachings, both oral and written, of Sawaki Kodo.
Two of the teachers are Sawaki's direct disciples; others are second-or thirdgeneration disciples. These similarities are not, however, entirely due to the influence of one teacher. Although Sawaki Kodo's teachings are a vital part of the source materials, the members are also aware that there is a long history of making one's own robes by hand and that there has been considerable Buddhist commentary on monks' attire. Fukudenkai participants see themselves as the living representatives of this larger tradition that has both performative and scholarly aspects. Although I have not heard it discussed in these groups, it is quite likely that many of these categories would appear whenever people gather to sew religious garments and objects by hand, believing that these hand sewn objects will become imbued with the sacred. group projects. In one notable example, a local woman who was beginning a project of a rag robe learned that she had cancer. She had barely enough time to assemble the materials and decide on the pattern in which they were to be assembled before she died. The local women took on the project and finished it together in her memory. The motivation of these local participants appears to be largely social but there are aspects of their activity that one could define as altruistic and religious. Participants in the other categories who define their own motivation as more religious or studious appeared to consider the local women's commitment to Soto teachings to be somewhat weak. I overheard conversations between local women about their unwillingness to attend lectures, sit in meditation, or do other activities not related to sewing. Conversely, overnight participants occasionally remarked on the fact that some local participants rarely participated in these activities. The fukudenkai interrupts the settled pattern of the local women's weekly robe sewing group but they clearly enjoy the weeklong availability of the teacher and the stimulus that the fukudenkai provides. The local women are attracted to Okamoto who embodies a dedicated nun's life, but whose gentle sense of humor and inclusiveness makes these women feel welcome. Okamoto feels that it would be a good thing if the women took more of an interest in sitting zazen, but she insists that the temple has always been open to whoever wants to sew robes, regardless of their intention toward formal Zen practice.
Okamoto also pointed out to me that women who have a morally questionable personal history are often attracted to sewing robes because they feel that this will help atone for their past. The idea of robe making as a merit building activity can be misleading, however, if one thinks of it as an abstraction, a piling up of good deeds to outweigh one's past. Rather than abstract merit making, the activity of sewing robes itself has an effect on the person. Okamoto observes that the sewing helps calm people and accept their life with more equanimity, producing a psychological state which is similar to meditation. For example, in response to my survey of Shingon robe sewing groups, some participants wrote that they felt while they were sewing the robe that they had experienced selflessness (muga IR) and a mind without thought (mushin ,Lb). People who sew robes consider this to be the merit of sewing robes that can be experienced immediately.
Okamoto seems somewhat bemused by the interest of the local women in sewing Buddhist robes and their professed resistance to textual study and zazen. She notes that recently there seems to be an upsurge in interest in sewing Buddhist robes by hand and speculates that the easily obtained luxuries of contemporary life have made people seek out a more modest aesthetic and an activity that allows them to experience how things are created. Studying robe making with Okamoto involves the local women in developing a sense of taste for the relatively dull colored robes, an important aspect offukudenkai training. They are thus in a better position than other participants to learn about this difference in taste because as a group they spend more time with Okamoto and discuss among themselves these questions of taste. The local women also act as a support group for Okamoto. When the temple received a gift of lotus root fiber cloth in May of 2003, Okamoto discussed with them the choice of lining materials and she gave it to them as a group project to complete the robe, which they finished by the following September fukudenkai. Sewing these robes becomes a kind of meditation practice, even for those who do not think of themselves as particularly drawn to meditation. The activity of sewing robes thus is a combination of socializing, meditative practice, artistic skill and discrimination and generosity that is very attractive to these women.
Ordained participants. A core group of male clerics comes to at least a few days of the two fukudenkai held each year. Since Kytima's heart attack in February 2003, he has been unable to lead the early morning meditation, service, and formal meals so one of these core members has taken on this responsibilities of head monk in these formal practice situations. These clergy have also begun teaching newcomers, usually the lay women participants and generally assisting Okamoto's sewing instruction.
They come from a variety of locations: Tokyo, Kyoto, Yamagata Prefecture, and Akita Prefecture, and they became involved in sewing Buddhist robes by hand during their training as monks. One was ordained by Sakai Tokugen and made his own set of three robes for his ordination. Another clergy learned to sew robes at the training temple of Hokyoji Mh4i . One incident that highlighted the responsiblity these ordained priests feel toward the fukudenkai involved a clergy who has been making robes on his own for fifteen years, having learned how to sew when he trained as a monk. He has begun attending the Ichinomiya fukudenkai in order to learn from Okamoto. The core group felt uneasy with his presence, however, not because his background was from a different robe sewing teacher, but in their own words, he acted as though he knew more than anyone else. His behavior was much closer to a researcher: coming for a short period of time and gathering information from Okamoto rather than sewing with the others, in short, acting like an outsider.
The criticism of this newcomer's intention was clearly stimulated by his behavior, but this kind of attitude is not a common feature of the Ichinomiya group. The two main teachers, Kyama and Okamoto, continue to promote a very open environment for robe sewing. The core group plays an important role, however, in maintaining a consistency in the practice. As mentioned in the previous section, these seasoned clergy help the laywomen and newer priests master the formal meal practice and watch over newcomers, giving them tips about sewing, encouraging them to feel relaxed and accepted. This is particularly important to newcomers because learning how to sew the robes is challenging even for those experienced in needlework. As people sew together they help each other over the difficult parts and show each other new skills. This group of clergy appears to feel some responsibility to guard the integrity of the Ichinomiya fukudenkai. For this core group the fukudenkai is not only an occasion for receiving instruction in robe sewing, it is also an occasion for refreshing some aspects of monastic training in a relaxed environment. That is, the formal practice elements offukudenkai evoke nostalgia for the monastic environment among ordained participants.
The local women and the ordained men have a lasting and consistent relationship with the Ichinomiya temple fukudenkai, but they are in some ways polar opposites. The local women value the sewing and social intimacy of sewing the robes over everything else, and generally do not participate in the zazen or lectures that the fukudenkai provides. They provide consistency and continuity to the temple as a center of robe sewing practice that attracts other laywomen who would not otherwise show any interest in the formal aspects of Zen practice.
The ordained men, on the other hand, are concerned about maintaining the continuity and consistency of Zen practice forms in addition to seriously sewing Buddhist robes. They show much more interest in studying historical forms of robes in order to understand Dogen's teaching. They continue this practice at the fukudenkai, and as part of their daily schedule at home. One clergy told me that he usually sews for a few hours each day. From conversations among the priests it was clear that although he is a particularly dedicated example, the other priests also spent a fair amount of time sewing robes at their own temples. For example, another clergy explained to me how he had washed his robes with ashes according to Dogen's instructions in the Kesa kudoku, following the ritual Dogen lays out as closely as possible. For some of these clergy, the fukudenkai provides an opportunity to practice zazen and monastic forms with others, but more importantly, it confirms the practice of sewing and taking care of Buddha's robe as part of Dogen's teaching.
Lay believers. The contrast between the motivations of these two core groups provides a very rich environment for the third group of lay participants who have come to the practice of sewing robes usually through word-of-mouth or sometimes through reading Kesa no kenkya. During the three five day retreats I have attended, from three to eight lay women at a time stayed overnight at the temple, usually for one or two nights, but a few for as long as the full four nights. They travelled from Kyushu, the Tokyo metropolitan area, Fukui prefecture, the Osaka and Kyoto metropolitan areas, and Shizuoka. In contrast to the local women described above, these lay women follow the entire schedule without variation, getting up early for meditation, chanting service, attending lectures, and eating formal meals. They also contribute a customary donation of 500ooo per night. During the three retreats at Ichinomiya I never saw a male lay participant, although other fukudenkai groups attract quite a number of male lay participants. All the men who stayed overnight to attend the Ichinomiya fukudenkai were ordained; and although occasionally a nun attended, by and large the women were all lay practitioners. Few people come the first day, but for the second through the fourth days, more participants assemble, and the proportion of ordained to lay participants (thus, male to female participants) shifts from approximately two to five to a proportion around eight to five. This proportion shift would not be noticeable to most participants because few stay the entire time, but it is especially dramatic to see how the composition of the group changes over the full five days. While the chanting is thin on the first morning, dominated by the loud voice of the single male leader, by the third morning the chanting is quite strong, supplemented by the voices of the ordained men. This peculiar demographic becomes obvious during meal times because people sit in approximate order of rank, with the eldest ordained people at the head of the table, descending in rank down to the most inexperienced lay women at the foot of the table. Here the cook, Eko, one of the two resident nuns, guides them through the intricacies of the meal, while constantly checking the supply of food. The lay women participants who have no experience with this style of eating learn not by formal instruction, but by observing the more experienced people, just as a newly ordained person would at a training temple. When they go astray in the formal procedure they are corrected directly and firmly, but not unkindly. Mealtimes, more than any other activity, introduce lay women to aspects of life in a training temple. Nothing prepares them for this kind of formal eating; even women who are familiar with formal meals in tea ceremony were at a loss when faced with formal Zen eating utensils and procedure. Everyone is encouraged to follow the forms as meticulously as possible; in this sense there is no difference in the way the lay women and the less experienced ordained men are treated. Perhaps the fact that the fukudenkai is run by the two nuns in residence contributes to this even-handed treatment of the lay women, who are expected to participate as fully as ordained participants. One woman remarked to me that the most challenging aspect of the fukudenkai was not the early morning meditation or the sewing or lectures, but rather the formal meals that required her to eat in a strict and unfamiliar manner. Although this expectation that one has a story to tell about how one became attracted to robes makes the researcher's job somewhat easier, I found social rules that subtly controlled access to the stories. First, women tended to seek out others of their own age to exchange stories. Older women in their seventies, for example, rarely shared stories with women in their forties and fifties. This is partly due to the fact that people seek out a sympathetic listener. A widow in her late seventies who is sewing the set of three robes in preparation for lay ordination may feel that a married woman in her forties making a robe for her newly ordained son will not be an understanding listener. This hesitation shows that in spite of the bonding involved in sleeping in the same room and following the same schedule, the norms of ordinary Japanese life continue to control people's behavior. Second, local women rarely exchanged stories with those staying overnight. In fact, interaction between these two types of participant was rather low. At first this was hard to discern because as a foreigner I was so exotic that everyone wanted to interact with me. Gradually, however, I have come to see how the local women tend to band together and not reach out to the visitors. Based on overheard conversations, local women apparently feel somewhat challenged by the visitors who are following the full schedule of Zen practice.
The motivation for some of the lay women to join the fukudenkai often comes directly from a Soto Zen priest, usually the leader of their meditation group who might encourage them to sew a robe in preparation for receiving the precepts. A somewhat less direct, but related motivation is aesthetic. One woman told me that her Zen teacher had brought their meditation group to an exhibition of handmade robes. She was so moved by the sight of the robes that she wanted to begin making them herself and her teacher had recommended the Ichinomiya group. Another woman explained to me that she is employed by a embroiderer of commercially manufactured Soto robes. Her Zen teacher, however, often wore handmade robes and noticing the difference, she asked him where she could learn this style of robe making. She told me that she was quite concerned that her employer not find out about her interest in making these robes, because, as she put it, he would see her action as disloyal and become angry, perhaps even fire her. Yet she felt drawn to making these robes because their muted colors and hand sewing seemed to be more authentically Buddha's robe. These stories both point to the intersection between religious practice and aesthetic sensitivity that fukudenkai robe sewing addresses.
I have included temple wives in the category of lay participants, although in many cases they take somewhat more responsibility for religious matters than most other lay people.31 Many of the temple wives attend fukudenkai to sew robes for their own husbands and sons, often for the ceremony of formally becoming an abbot of the temple which usually takes place after the priest has been in charge of the temple for many years. These robes become part of the property of the temple. One woman I spoke with told me that her son was attending a training temple that did not teach robe sewing and she wanted him 31. For a history of the status of temple wives from Meiji through modern times see JAFFE 2001. For information about organizations for temple wives and their status in the contemporary Soto organization, see KUMAMOTO 2002. to have an authentic fukudenkai robe. A temple wife in Obama has organized the congregation's women to make a rag robe to celebrate the opening of their newly rebuilt temple. Their sewing teacher explained to me that it was fairly common for temple wives in that area to make a rag robe for such important occasions. Working on a large project such as this brings the members of the temple community closer to the temple and closer to each other. One group of participants explained their feeling about making the robe as a way to make a connection to the teaching of the Buddha. Each of the three women, one of whom was the temple wife, had made a set of three robes for themselves and received a Buddhist name. The rag robe project, organized by the temple wife, had brought together about ten participants from the temple membership. Although not all of the participants had made the commitment that these women had, these two laywomen provided a model of sewing robes for oneself and receiving them in a ceremony with a Buddhist name.
Although high ranking clergy from

C: BUDDHIST BELIEFS IN THE PRACTICE OF FUKUDENKAI GROUPS
Sewing robes as a form of merit making. Some fukudenkai leaders are quite explicit about the notion that the activity of sewing robes produces merit. One leader explains the merit of the Buddhist robe by using two models. The first model divides the merit of the robe into three stages. First, one sees the robe made according to the instructions of the Buddha and is moved by the sight. Then one hears about how one can make such robes, and develops the intention to do it. Finally, one sews the robe according to the Buddha's teaching and thereby produces the garment of merit. The second model is that the person sewing the robe thinks of each stitch taken as three bows to the Buddha. Thus, garments that take more stitches such as the rag robe produce more merit than other robes.
One teacher characterized sewing robes as a staged process toward following the Buddhist path. He explained that when a person begins sewing robes, they are often distracted, but gradually the action of sewing teaches them the "manner" of a Buddhist practitioner. Their behavior becomes calmer, their actions more graceful. Even if they show no interest in zazen meditation or in study or taking the precepts, sewing robes allows them to approach Buddhist practice at their own pace. He notes several stages in sewing robes: first the approach through hearing about the robe sewing group and deciding to do it. Second, learning the skill, and dropping one's preconceptions about sewing in order to learn this particular technique. As the project continues, the skill is refined, but one experiences various setbacks and difficulties while making it. Finally, the robe is finished and one feels relieved and full of satisfaction at completing the robe, no matter how inept. If one stops there, however, it is only part of the meaning of sewing robes. One thinks of the robe as a possession, something one has made and takes pride in. The next step, of receiving the robe in the precepts ceremony (discussed below) is what makes the robe Buddha's robe, and is essential to understanding the real meaning of the robe.
This staged characterization of the practice of Buddhist robe sewing should be tempered by looking more closely at how the local women, most of whom have no intention of receiving the precepts, view their activity. Meeting once a week over the course of a year they make a number of robes, not all of which are for their own family temples. One of the women who used to sew kimono for a living told me that part of the appeal of robe sewing was that one could give it away. She had tried the practice of copying Buddha figures, but after a while she felt weighed down by the growing pile of her artistic efforts. With robe sewing, however, there was always someone who would be happy to receive a hand sewn robe. The joy of producing and giving away the robes appears to be quite strong among the local women and there is some sense that the production and giving away of robes becomes an endless activity in itself. One participant commented that every robe she made led her to the next robe and that if she sewed for the rest of her life she would never exhaust her intention in sewing the robe.
Lay ordination and fukudenkai groups. The ceremony of receiving the robe (jue saho ;TI f) is practiced in varying degrees among fukudenkai groups. For example, at an Ichinomiyafukudenkai that I attended, one of the participants, a widow, received the precepts, her three robes and a Buddhist name, but the ceremony took place on the last day when most participants had already left, and it was not generally known that the ceremony was to be held that day. In contrast to this low-key approach, one fukudenkai group in Tokyo makes their yearly ceremony of receiving the robe the culminating event of a year of sewing meetings. During this two hour ceremony, participants receive the sixteen precepts, a Buddhist name, and the Buddhist robe they have made. The sixteen precepts of this Soto ceremony comprise the three refuges or expressions of faith in the Buddha, the Buddhist community and the Buddhist teaching; the three pure precepts to do no evil, to do good and to benefit all beings; and finally ten serious prohibitive precepts against lying, stealing, and so on. Soto teachers view these sixteen precepts as the direct transmission of wisdom from Sakyamuni Buddha to Mahakadyapa that have been passed down through twenty eight Indian and twenty three Chinese masters to Dogen's teacher, Ru Jing O7kf (1163-1228). Dogen introduced this set of sixteen precepts to Japan and the ceremony for receiving these precepts was recorded in the BussO shoden bosatsu kai saho ({LIE UFA (Zengaku daijiten 1985, lo89a) The practice of receiving the precepts and robe in a public ceremony is one difference between this group and the Ichinomiya group, but there are others that seem to come from this key difference. The Tokyo group puts more emphasis on serious study and practice, in the context of which some sewing gets done each month and participants slowly complete their projects. The participants get to know each other well from the frequent meditation retreats held each year with participants mainly coming from Tokyo and its suburbs. In contrast, the Ichinomiya group does not expect that a participant is making a commitment to receiving the robe and precepts at that temple. The Ichinomiya fukudenkai meets only twice a year for extended periods of time, which allows people from all over Japan to gather together to learn how to sew robes. Here they can learn advanced levels of robe sewing and develop close practice relationships to each other through living and meditating together. Kytima's enthusiasm for the robe and his sense that there is still much to do in robe research is inspiring. In spite of these differences on the subject of precepts and robe sewing, however, all fukudenkai groups that I visited felt that an important mission of hand sewing robes was to re-educate the senses and the intellect to reject the gaudy expensive commercial robes of contemporary Japanese Buddhism to return to what they consider to be the proper Buddhist robes.
D: EDUCATION OF TASTE
In the introduction to this article I suggested that for many contemporary Japanese, the Buddhist robe, particularly the rectangular kesa worn draped over the left shoulder, has come to be viewed as a kind of Buddhist decorative cloth worn by priests. This view is supported by the fact that only the kesa remains from what was once a full set of three rectangular robes that were draped in layers on the body. The five-panel robe worn next to the skin and the seven-panel robe worn at intra-monastic ceremonies described in the vinaya have essentially been replaced by the koromo and kimono, garments developed from Chinese and Japanese secular robes. The same vinaya sources describe the nine-panel robe, known as the "great robe" as a garment worn when preaching to the laity, or when on begging rounds, the implication being that contact with the laity requires a certain amount of dressing up on the part of the monks. From a structural point of view, the use of kimono and koromo in functional roles originally occupied by the fiveand seven-panel robes has forced all forms of the rectangular robe into the role originally occupied only by the nine-panel great robe. Because this rectangular robe is all that remains of the original three robes, it is difficult to see the robe as anything but a symbolic remnant. Since the robe has already made the fundamental shift from functional garment to symbolic remnant, it is a small step to make this symbolic remnant as gorgeous as possible to reflect the glory of the Buddha. In fact, stories from Pali Buddhist texts suggest that the tendency to acquire beautiful robes and the desire of the laity to donate such robes was just as much an aspect of the early monastic communities as the rag robe.32
The ethos of the fukudenkai to provide simple robes made by hand from discarded or plain cloth in muted colors is thus based on an ideal of early Buddhist frugality and simplicity, which may always have been more of an ideal depicted scriptures and in vinaya texts rather than a reality consistently practiced by Buddhist monks (SCHOPEN 1997, p. 2) . In addition, because of the structural shifts in the garments peculiar to East Asian Buddhism, the rectangular robe has been forced into a symbolic role that has made it even more appealing as a canvas on which to hang more symbols such as the wheel of the teaching, imperial crests, and mythical beasts such as the phoenix. The fukudenkai thus confronts and resists two established tendencies in Buddhist history, one towards finery and gorgeous apparel, and the other more difficult problem of the symbolization, and therefore marginalization of the rectangular Buddhist robe in East Asian Buddhism. It is in this context that Sawaki's teaching of "Just put on the robe and sit meditation, that's all," acquires a deeper significance. Sawaki's goal is to return the robe to its functional role as the garment of one who employs body and mind in seeking the Buddha's teaching. As one teacher remarked to me when we were discussing lay people who sew robes but do not sit in meditation or study, "For us, the kesa is always a part of meditation, but for others, it is a matter of faith and the idea that one earns merit by sewing the robe develops their faith." Training participants to understand color and a sense of design that conforms to this ideal of the robe thus becomes an important part of the fukudenkai teaching. The appearance of the robe and one's response to it requires special vocabulary: first, technical color terms from vinaya texts translated into a specialized Japanese Buddhist vocabulary; second, contemporary Japanese terminology for color and overall appearance of the robes that derive from contemporary speech and Japanese aesthetics.
Kyt~ma and Okamoto regularly introduce color vocabulary from Buddhist monastic regulations into their discussion. The term kesa is a transliteration for the Sanskrit term, kasaya, which refers to the dyed color that Buddhist monks commonly used (NAKAMURA 1981, respect. This expectation that participants treat the robe with respect and reverence extends to the appreciation of the aesthetic qualities of the robe. There is often a kind of collective gasp when finely made robes are displayed, and inevitably someone will say suteki, which translates roughly as "how lovely!" or "how divine!" Such a response is invariably met with a quick retort from the teacher "do not say suteki." When pressed on what would be the proper response, one teacher said, "not saying anything is best," but it was clear that other responses were appropriate, for example, "impressive" (sugoi) or "magnificent" (rippa) did not elicit a rebuke. One woman in her eighties, however, appeared to offer the ideal response. Kneeling in front of the robe that was being held in front of her, she murmured, "how fine" (subarashii) and admired the work that went into making the robe. Then she placed her palms together and made a bow to the robe. Her manner was quiet and thoughtful, showing no hint of greed, and she did not say suteki or admire the robe as an object of beauty, but rather as an object of the Buddha. Thus, teachers at the fukudenkai try to retrain participant's aesthetic appreciation of the handmade robe to conform to the rule that the robe should not excite the senses and evoke greed and envy.
Turning the expectations of participants that Buddhist clerical dress are necessarily fine and beautiful toward an appreciation of the quiet colors of the fukudenkai robes requires constant attention. Both the teachers and the students are negotiating a little trodden path between seeing the robe as a work of art and seeing it as a garment that represents the teaching of the Buddha. Because in fact these robes involve skill and attention to detail and harmony of colors, they are aesthetically pleasing. But the teacher has to highlight the danger of allowing the aesthetic aspects of the process to overshadow the religious significance and use of the garment, and the student must learn to perceive when he or she has crossed the line. Since the perception of color and appropriateness is quite subjective and by no means standardized, most fukudenkai gatherings include a fair amount of discussion on this point.
E: SEWING ROBES BY HAND VERSUS PURCHASED, COMMERCIAL ROBES
A common reaction toward handmade robes is the surprised remark, "I thought kesa were something you buy." The idea that a robe could be made by a nonprofessional and that this would be done as a component of religious practice is startling to many people. In part this perception is based on the belief that Buddhist robes must be made of fine brocades with elaborate embroidery, accomplishments that are out of the reach of the ordinary person. The remark also shows a general attitude towards commercial versus handmade clothing that highlights how contemporary Japanese culture is wedded to commercial production and mass consumption. My own hypothesis, confirmed by interviews, is that the elderly and middle aged women who are particularly attracted to fukudenkai and robe sewing represent, respectively, the last generation and a transition generation between those who make all their own clothing and those who have bought commercial clothing all their lives. Women in their late seventies and older remember when kimono were all made by hand; women in their forties and fifties have some experience sewing kimono and Western-style clothing. Sewing is still taught in many schools, but for the younger generation sewing is no longer a necessary life skill.
My fieldwork has shown that experienced seamstresses are just as likely to have difficulty making Buddhist robes as people with little expertise in sewing. From the comments of teachers and participants alike, sewing Buddhist robes is challenging and frustrating for these experienced people accustomed to a different style of needlework. One of the leaders in the Shingon robe sewing groups found that people often had trouble on two counts: first, the required back stitch (kyakushi P11') is used neither in kimono sewing nor in other kinds of household sewing, which uses a straight forward in and out stitch. She observed that these people felt suddenly awkward and unskilled, unable to control their hands in what they believed to be a familiar activity. Second, she noted that the quality of the stitches in kimono making is unimportant as all stitching is hidden within the garment, but in Buddhist robes nearly every stitch is on display: the evenness of the distance between the stitches and the fineness of the stitch is immediately visible. In many groups I attended participants thought that the quality of the stitches reflects whether the person was concentrated on the work or not. For newfukudenkai participants this is particularly dismaying because the small fivepanel robe called the rakusu, usually one's first project, is hung over the chest by straps around the neck, and the stitches are quite visible. Many people express embarrassment about the appearance of their rakusu. This is often the context in which the phrase, "sew stitch by stitch with heart" (hito hari hito hari kokoro o komete -tty ,i'i -ft C ) is used, often by a teacher or older participant to reassure the newcomer. It is a well-known phrase among participants, and it appears to provide some impetus to the belief that making robes by hand can be considered an offering to one's deceased parents because of the merit gained through this activity. But Buddhist literature about the robe does not support the notion that sewing robes creates particular merit. The focus in the vinaya is rather on whether the robe is pure, that is, in accord with monastic regulations, which includes choosing an appropriately knowledgeable leader to direct and complete the work within set periods of time. The leader must declare his intention at each stage of dyeing, cutting, and sewing the cloth. At no point is there any mention of sewing as a religious practice that accrues merit. Discussions about the merit of the Buddhist robes in most scriptural sources are largely based on the robe's status as a Buddha relic.34 Yet teachers at fukudenkai often mention the merit of making robes using encouragements such as "sew each stitch with heart" or "each stitch is equal to three bows to Buddha" or its corollary, "because rag robes have so many stitches they have great merit." Similarly, some groups in the United States silently chant "I take refuge in the Buddha" (namu kie butsu My2MWI L) with each stitch, but I have not yet been able to trace this practice to any current Japanese teachers or groups. This last point is noteworthy because it attests to the desire to provide a religious context for sewing the robes even if there is no direct scriptural support for it.
The expression "stitch by stitch, sew with heart" does not appear in the main texts used byfukudenkai groups such as commentaries on the Shobigenza by Sawaki Kodo, and the afterword by Sakai Tokugen, KYtMA Echi's two books (1967, 1989) ) and would not accept the importance of using the backstitch. Tanaka quotes Sawaki's response, "Everyone who is unwilling to put his body on the line when it comes to the true matters of the Buddha dharma and cannot follow the thread of events no doubt considers the robe according to the teaching to be troublesome," and "Where there is no true kesa made according to the teaching, there is no Buddha teaching. Where there is no Buddha teaching there is no true robe" (TANAKA 1990 , vol II, p. 63) .
In these passages Tanaka combines the core phrase "stitch by stitch" with phrases indicating a religious attitude, such as "with faith" or "with spirituality," but I did not hear this in the fukudenkai I attended. Only the expression kokoro o komete was used, and this is a common Japanese expression that covers a wide range of uses. It particularly refers to handmade things, usually made by a friend or relative, and is often used to refer to food gifts. Workers at a local convenience store chain named "Heart in" confirmed that this name is a translation of the expression, kokoro o komete and is meant to convey a welcoming warmth to the customers. Thus it is a common expression in Japanese, not a specifically Buddhist expression. This may explain why, in spite of having heard many people use the expression, "stitch by stitch, sew with heart," I was unable to find any examples in the writings of Sawaki Kod6 and his disciples. Okamoto explained that when Japanese people hear this expression it inspires them to put effort into their work, and she sees that it encourages faith in the robe. The phrase provides an alternative to the stricter ethos of Sawaki Kodo's message, "Wear the robe and sit zazen, that is all." Sawaki Kodo's position is that one should honor the robe as the body of Buddha and as the mind and heart of the Buddha and that the best way to honor the robe is put it on and sit zazen. The activity of hand sewing in itself does not make the robe a holy object. A proper robe is to be made with faith, using the kyakushi stitch. A major difference between commercial and fukudenkai sewing is that in a commercial workshop the robes are partly made by machine. This workshop has used machines since the Meiji period and the machines are operated by oldfashioned foot pedal that, they said, give better control over the fabric and the eye-foot-hand coordination. In spite of these two old-fashioned sewing machines, however, more than half of each robe is made by hand. As in fukudenkai robes, each seam is sewn twice: first to join the two pieces of fabric by machine and next to bind down the raw edge of the seam by hand in a construction that is similar to the flat fell seam found in Western jeans. Both tailors are men because, the manager explained, the brocade is so stiff and thick that only a man has hands strong enough to push a needle through the cloth. Most of their work time is spent sitting at their low worktables, stitching by hand, and ironing each seam as it is completed. Women are sometimes employed on a part-time basis to do some of the lighter work, which they do as piecework at home. The tailors use traditional Japanese measuring sticks, not the centimeter sticks used in most contemporary sewing. Instead of chalk markers they use a traditional marking implement called the hera M, which scores the cloth rather than leaving a chalk mark. As in traditional kimono sewing, the men often use their fingers to fold and compress the cloth during construction rather than the iron.
The brocade used in making these robes is highly decorated with gold threads and elaborate designs. Two kinds of kesa are made with brocade. One is made of an overall design of brocade cloth, the other uses a "picture" format, usually a phoenix bird, framed by the seams in the robe. Illustrations are woven into the brocade and must be carefully incorporated into the construction of the robe to give the appearance of an uninterrupted line of design between the individual vertical panels of the robe. The weavers offset the design of the illustration so that it when it is folded the proportions of the bird will be correct. Thus there is a very close working relationship between the weavers and the robe makers. The manager explained that it takes many years before a worker can be entrusted with choosing the manner of framing such brocade illustrations. He proudly pointed out that the older of the two workers was just completing his first attempt at planning and executing a robe from beginning to end.
The workshop visit demonstrated that robes made in commercial robe workshops are far from what one usually thinks of as a factory production line. The robes are treated with great respect and never allowed to touch the floor even though it is quite clean. The five-panel robes are made from right to left, each panel referred to by a particular name, including the center panel that is referred to as the shaka or akyamuni panel. Although there was no sense of rush or pressure in the room, the manager pointed out that they have calculated the amount of time it takes to make each garment down to the minute and they keep to that schedule in order to maintain planned labor costs. In addition to making new robes, they repair old robes and fulfill other requests, notably, requests to have robes made out of old cloth that outlived its purpose but is still viable, such as the treasured obi of a grandmother. Each of these projects must be carefully priced according to the labor involved. When asked whether he had heard offukudenkai or of people making robes in groups as a religious practice, the manager replied that he had not heard about it, but that as a professional he had to be concerned about producing a standardized product within a certain amount of time.
An alternative to the fukudenkai approach is that taken by a member of the Shingon clergy who is concerned about continuing Jiun's prescription for Buddhist robes. Instead of making the robes himself, he has taught his local commercial robe maker about Jiun's rules and orders such robes from them. He participates by getting the right fabric, the natural dyes, the dyer, and the robe maker willing to do this work. This means that he is completely engaged with the problems of how to realize the ideal of Jiun's robes in the modern age of commercial robe manufacture. When asked if the robe maker seems to have any religious feeling or faith connected to these kinds of robes, the member of the clergy replied that the robe maker had told him that compared to the usual robes they make, these robes give them the sense of doing something that is truly connected to the practice of Buddhism. Although having the robes made by hand means that they cost somewhat more than ordinary commercial robes, he considers it a worthy contribution to further the understanding of robes by producing modern replicas according to Jiun's teachings.
Conclusion
The practice of sewing robes by hand in fukudenkai derives its authority from premodern Soto Zen texts of the Kamakura and Tokugawa periods that are studied in fukudenkai as one aspect of an integrated practice of sewing robes, sitting meditation, and doing other elements of formal Soto Zen practice. Although the fukudenkai claim these texts as their basis, there is a substantial gap between the clerical audience to whom these texts were addressed and contemporary fukudenkai par- governing organization has insisted that when clergy attend formal functions, especially at the two head temples of Sojiji and Eiheiji, that they wear robes purchased at approved commercial robe workshops that meet these guidelines. But the requirement that a Soto monk must buy expensive and elegant, sometimes gaudy robes appears to be somewhat inconsistent with Dogen's portrayal of the robe as ideally made of rags like the Buddha wore. Fukudenkai participants feel strongly that the robes of contemporary Japanese Buddhism violate the prescription that they should be of muted color and not excite greed or envy. In contrast to commercially available robes, fukudenkai participants choose simple and plain fabrics and work under the direction of a teacher to produce a handmade robe. The person making the robe knows the origin of the cloth, and has a practical understanding of the design and execution of the robe. In almost all cases the robe maker has a close relationship to the recipient. Fukudenkai participants often remark negatively on the contemporary robe purchasing sys-tem, and they are aware of their role in providing an alternative. Participants welcome the chance to have a direct experience of making robes within a context of faith in the Buddhist teaching and serious religious practice.
The fukudenkai is simply not a school for teaching people how to sew robes. All the groups I attended had an expectation of respect for the Buddhist robe as an expression of the Buddha's teaching. In some groups sewing one's own robe and taking the precepts is an integral part of the process and a primary motivation for sewing the robe. Being part of a group in which some people are serious about these matters is part of the appeal, whether or not everyone takes the opportunity to meditate or study. Fukudenkai leaders confirmed that sewing robes provided access to Buddhist practice for people who feel intimidated by meditation or study.
Participants in thefukudenkai consider that their handmade robes are superior to commercially made robes because they were made by hand in a context of Buddhist practice, but commercial robe makers are not large impersonal factories, and behavior in these workshops is not so different from fukudenkai groups. The workers treat the robes with respect, parts of the robes are referred to by Buddhist names, and much of the robes are sewn by hand. They also have a close relationship to the weavers who provide the brocade and embroidered fabric. The workers felt their responsibility as part of a tradition of sewing Buddhist robes. Yet, they made it clear that holding to the schedule of production was paramount.
A middle position is taken by the Shingon monk who trains his robe maker to produce robes according to Jiun's guidelines. He spends a great deal of effort and time in training these professionals and in searching for the right fabrics and dyes. He does not especially value the making of the robes as a religious practice, rather, what matters to him is that the robes conform to Jiun's rules, a task best left to professionals under the guidance of a knowledgable ordained person. His approach is much closer to the description in vinaya sources that stipulate that a trained monk should be chosen to organize the making of the robes rather than leaving this important task to ordinary monks. Sewing the robes is not seen as producing merit, rather, the focus is on whether the leader followed the correct procedures, and whether the product conforms to the correct design and color.
The ideal image of a Buddhist monk wandering through town and village and gathering bits of cloth to dye and sew into simple robes continues to hold a fascination for many people, but in this paper I have argued that the practice of making Buddhist robes in contemporary Japanese Buddhism offers a fascinatingly complex and rich field of enquiry.
